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The Pythkiauli Instrument of Cyprus: Nomenclature and 
Historical Origins. The Ancient Inscription of Delphi, F. 






Abstract: The inscription F. Delph. III, I, no 547 was discovered in Delphi a few 
meters east of the thesaurus of Sikyonion. The editor of the inscription, Emile 
Bourguet, determined the age of the inscription in the Late Antiquity period (138-161 
AD). The inscription is interesting in connection with the study of nomenclature and 
historical origins of the pythkiauli, the folk wind instrument of Cyprus. Through 
ethnomusicological approach, we found information which illuminate unknown 
aspects of the topic. Following a close study of all the available etymologies in 
academia, we cross-checked the elements drawn from factual material of the research 
with the elements from historical sources and as a result, we reached the most 
convincing and most correct interpretation of the instrument’s nomenclature.  
 
Keywords: Pythkiauli instrument, pythiaulos, pythaulis, plagiaulos, flutes with duct 
 
 
The pythkiauli instrument remains one of the unknown aspects of Cypriot folk 
instrumentarium. With regard to its nomenclature, one can find in academia a 
number of different interpretations. The purpose of this article is to unveil the most 
convincing and correct explanation of the instrument’s nomenclature. 
Having traced and studied in detail all the available etymologies of pythkiauli, we 
have observed that most of them are not sufficiently explanatory in relation to three 
important axes: the type of instrument, the use of the instrument, and the historical 
period indicated by the instrument’s etymology.  
 
 
1 The present work is a synopsis of a part of the postgraduate diploma thesis which was submitted to 
the Department of Musical Studies of the School of Fine Arts at Aristotle University (May 2015), titled 
“The pythkiauli instrument in the area Kokkinochoria of Cyprus: an ethnomusicological approach.” 
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Etymology and instrument classification 
 
In his book, ‘Etymological Dictionary of the Spoken Cypriot Dialect’, Kyriakos 
Hadjioannou (2000), provides an interpretation of the instrument’s etymology which 
relates pythkiauli with paidiaulos (children’s pipe) and by extension with plagiaulos, 
but without providing a justification regarding the connection between the two 
instruments. He mentions, in particular: “pidkiaulin (πιδκιαύλιν, τό), the flute. The 
word derives from paidiaulos (παιδίαυλος) as the ancient word plagiaulos 
(πλαγίαυλος) (cf. Theoc. 20.29: «κἤν αὐλῷ λαλέω… κἤν πλαγιαύλῳ»). From the 
word paidiaulos (παιδίαυλος) by assimilation of ai>i (αι>ι) and diminutive pidiaulion > 
pidkiaulin”.2  
This problematic correlation between pythkiauli and plagiaulos, is also supported by 
an etymology provided by the Cyprus Research Centre: “pēdgiaulin (πηδγιαύλιν, 
τό,) a kind of shepherd’s flute maybe plagiaulos (πλαγίαυλος) with anagrams of the 
letter a (α) and converting a (α) to ē (η), according to the Greek Ionic dialect and also 
the letter l (λ) to d (δ), thus leading to the word pēdgiaulos (πηδγίαυλος) and the 
diminutive pēdgiaulion (πηδγιαύλιον), as the Chians call also this instrument 
pagiauli (παγιαύλι).”3  
In addition to these interpretations, one must not fail to mention Stavros Karakasis, 
who refers to the fact that in Cyprus the sourauli4 (σουραύλι) instrument, apart from 
having the name “pidkiaulin” (πιδκιαύλιν), is also known as “pagiaulin” 
(παγιαύλιν). According to Karakasis, this name of the instrument, apart from 
Cyprus, is also found in some islands of Greece, such as Chios.5 This is also 
reinforced by Fivos Anoyanakis, who supports that we can also find this name of the 
instrument in Serifos.6  
At this point, it is worth mentioning that the usual correlation between the terms of 
the sourauli instrument and the plagiaulos instrument occurs from the information 
provided by written sources and visual representations dated from the Byzantine 
period to post-Byzantine times.7 In his book, ‘Sources of Cypriot Music’, Pieris 
 
2 Kyriakos Hadjioannou, Ετυμολογικό λεξικό της ομιλούμενης κυπριακής διαλέκτου (Nicosia: 
Tamasos, 2000), 143. 
3 Theophano Kypri, Υλικά διά την Σύνταξιν Ιστορικού Λεξικού της Κυπριακού Διαλέκτου. Μέρος Α΄, 
Γλωσσάριον Γεωργίου Λουκά (Nicosia: Cyprus Research Center, 2002), 372. 
4 Sourauli is the most common name of this type of instrument in Greece. 
5 Stavros Karakasis, Ελληνικά Μουσικά Όργανα: Αρχαία, Βυζαντινά, Σύγχρονα, με 136 εικόνες 
(Athens: Difros, 1970), 114. 
6 FivosAnoyanakis, Ελληνικά Λαϊκά Μουσικά Όργανα (Athens: Melissa, 1991), 151. 
7 It is worth mentioning that there is a remarkable number of musical instruments depicted in frescoed 
churches and portable icons of Cyprus. For this issue we can find significant, illuminating and unique 
information in academia, if we run to two papers written by Christos Argyrou, where we can find also 
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Zarmas (1993) informs us that during the Byzantine period in Cyprus pythkiauli was 
also known as “plagiaulos”.8 However, according to evidence we get from the visual 
representations, plagiaulos is pictured in three 12th-century frescoes in churches in 
Cyprus,9 and it is clear that the pictured instruments correspond to a different type of 
instrument than that of pythkiauli (fig. 1),10 as this type of flutes are without duct and 
when played by the musician, they are held sideways. 
In light of the aforementioned sources, one cannot help but question: Did people 
correlate pythkiauli with plagiaulos due to their lack of understanding of organology - 
a fact happening even nowadays - or did they do so because there were in fact 
instruments which corresponded to the type of pythkiauli, and were held vertically 
and named plagiaulos?11  
 
 
further elements of Medieval and Byzantine instrumentarium of Cyprus: cf. Christos Argyrou, 
«Μουσικά όργανα και οργανοπαίχτες στην μνημειακή τέχνη της βυζαντινής και μεσαιωνικής 
Κύπρου,» Chronēko Polētē 150 (February 2011): 1-22; id., «Παραστάσεις μουσικών οργάνων στις 
τοιχογραφημένες εκκλησίες της Κύπρου (12ος-16ος αιώνας). Η βυζαντινή παράδοση και οι δυτικές 
επιδράσεις,» Επετηρίδα Μελετών Ιεράς Μονής Κύκκου 5 (2001): 215-243. 
8 Pieris Zarmas, Πηγές της Κυπριακής Δημοτικής Μουσικής (Nicosia: Kentro Meleton Ieras Monēs 
Kykkou, 1993), 115. 
9 Argyrou, «Μουσικά όργανα και οργανοπαίχτες,» 6-7. See the pictured instrument in a fresco at p. 
4. 
10 See more depictions of the pythkiauli instrument in frescos of Cyprus churches: Markou, “The 
pythkiauli instrument,” 44-45. 
11 In the light of this and having the above-mentioned question, the information that Pérez gives us is 
significant, as she mentions that plagiaulos during the 2nd century was a common instrument in 
Alexandria and it was played both in its vertical and in its traverse form. See more: Sara García Pérez 
Amaya, “Ptolemy, pipes and shepherds,” in Aristotle University of Thessaloniki – School of Music 
Studies & IMS Regional Association for the study of Music of the Balkans, Crossroads – Greece as an 
intercultural pole of musical thought and creativity, International Musicological Conference, June 6-10, 
2011, Conference Proceedings, eds. Evi Nika-Sampson, Giorgos Sakallieros, Maria Alexandru, Giorgos 
Kitsios, and Emmanouil Giannopoulos (Thessaloniki: electronically published by the School of Music 
Studies, Aristotle University of Thessaloniki, 2013), 357-373: http://crossroads.mus.auth.gr/wp-
content/uploads/2013/07/CROSSROADS_PROCEEDINGS.pdf (accessed 21.10.2014). 
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Figure 1 
Shepherd with pythkiauli instrument. Detail from the fresco The Birth of Christ, placed in Ayia Marina’s 












At this point, it is worth mentioning the unique representation of a musical 
instrument in a Cypriot church of the 12th century, where the musician is depicted 
holding sideways an aerophone instrument made of medium length tube. However, 
the depicted instrument exhibits a characteristic (chamfered edge in the mouthpiece) 
which classifies it in the type of pythkiauli.12 In addition to that, Maria Voutsa informs 
us that in Greece there are similar depictions of the same type of instrument. She 
mentions that the possible naming for this instrument during the Byzantine ages 
(7th/8th) is plagion (πλάγιον).13  
As we have already mentioned, should the pictured instrument in the Cypriot 
church not be an artist’s naivety, such a possibility of instruments indicating the type 
of pythkiauli, in the Byzantine ages naming “plagiaulos” or “plagion” and in later 
years “plagiaulin”, according to the Cyprus Research Centre and Karakasis, cannot 
be ruled out. Furthermore, we don’t exclude the possibility that this type of 
instruments have been held sideways in the past, and over the years a vertical 
holding evolved, such as it is known in nowadays playing of pythkiauli. 
 
 
12 See more details in Markou, “The pythkiauli instrument,” 41-42. 
13 For further discussion of the subject, see Maria Voutsa, «Μεταβυζαντινέςπαραστάσεις. 
Εικονογραφική προσέγγιση της μουσικής στην μεταβυζαντινή περίοδο» (PhD diss., Department of 
Musical Studies, School of Fine Arts, Aristotle University, Thessaloniki, 2013), 276-277. 
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Etymology and use of the instrument 
 
With regard to the question raised about the etymology of pythkiauli in correlation to 
its use as an instrument, we have discovered through our research that all 
etymologies relating it to its use as a child instrument can be deemed problematic. 
However, these etymologies - with some diversifications in spelling and 
pronunciation - constitute the majority. In our opinion, though, these etymologies are 
not reliable since we have not found any facts from our field research to justify the 
usage as a child’s instrument. Nevertheless, we will not fail to mention them. 
Zarmas argues that the word “pidkiaulin” is derived from the etymology of the 
word “paidiaulos” (παιδίαυλος), a word that consists of the shortening of the two 
synthetics paidi (child) +aulos (pipe).14 However, he provides this etymology without 
referencing Hadjioannou, who, as we mentioned before, related the name of the 
instrument with the ancient “plagiaulos”, as well as with the ancient “padiaulos” 
instrument and then the evolution of the word in Cypriot dialect from pidiaulion to 
pidkiaulin. In addition, Zarmas claims that this instrument is used by children.15  
Furthermore, the usage of the instrument by children, according to the etymology is 
also supported by Konstantinos Yangoullis and Theodoulos Kallinikos, but by using 
different spelling from the previous ones. In particular, Yangoullis mentions that the 
etymology of the word is “pēdgiaulin [*paidiaulion] the pipe”.16 Kallinikos adopts 
his view as he mentions: pēdgiaulin = flogera (φλογέρα), paidiaulos, the children’s 
pipe, (Cyprus flute).17 Thereby, we observe that Kallinikos is failing to classify the 
instrument in the correct type of flutes, as he names it with the Greek word flogera, a 
term that refers to flutes without duct. 
Nevertheless, a dialectic type of term found in the province of the district of Paphos 
is of particular interest. In this light, we cite a peculiar etymology of the pythkiauli 
given by the Cyprus Research Centre: “piziaulin”, the pipe-the pidkiaulin instrument 
as it is known in the rest of Cyprus. This term is traced in Paphos (Aroda). It may be 
produced by the shortening of the words “paizein-aulos” (playing pipe).18 We notice 
that Pharmakides justifies the dialect type of the term with the verb playing (paizo). 
 
14 Zarmas, Πηγές της Κυπριακής Δημοτικής Μουσικής, 115. 
15 Ibidem. 
16 KonstantinosYangoullis, Λεξικό ετυμολογικό και ερμηνευτικό της κυπριακής διαλέκτου (Nicosia: 
Ministry of Education and Culture, 1994), 118. 
17 Theodoulos Kallinikos, Κυπριακή Λαϊκή Μούσα (Nicosia: Society of Cypriot Studies, 1951), 210. 
18 Theophano Kypri, Υλικά διά την Σύνταξιν Ιστορικού Λεξικού της Κυπριακού Διαλέκτου. Μέρος 
Β΄, Γλωσσάριον Ξενοφώντος Π. Φαρμακίδου (Nicosia: Cyprus Research Center, 1983), 528. 
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With regard to the above-mentioned interpretation about the instrument’s 
etymology, we remain cautious.19 
Likewise, Athanasios Sakellarios gives the same characteristics for the instrument 
using different spelling and enunciation,20 as he mentions: “pēdiaulin (playing, 
pipe), the pipe of villagers, otherwise the flute. As it is used to be said by the people 
in a metaphorical sense: ‘Pēdiaulin instrument not even this night left us to sleep’; 
the diminutive. pēdiauloudin.” Furthermore, he gives us the verb: “pēdiaulizo· I am 
playing the pipe; in the past tense: epēdiaulisa”.21 
However, it is worth mentioning that among the various names for the sourauli 
instrument22 testified in Greece, there is also a name which has a similar 
pronunciation like the pythkiauli instrument of Cyprus: Anoyanakis mentions that in 
Icaria the sourauli is also called pidauli.23 
 
On the other hand, it is remarkable, as Elli Michael mentions, that Turkish Cypriots, 
apart from the Greek name, also used for the instrument the names “dilli düdük” 
(the type of flute with duct,) and “kaval” (gaval).24 This information is also confirmed 
by Wolf Dietrich, who states: “Turkish Cypriot shepherds play the same instrument 
as their Greek Cypriot colleagues, and call it dillidüdük”.25 
 
 
19 At this point, we should emphasize that the Cypriot dialect, from region to region has little 
deviation in the pronunciation. Nevertheless, it should be noted that in the province of Paphos, the 
local idiom of the dialect has distinct difference in pronunciation in contrast to the local idioms of 
other provinces of Cyprus. As a result of this, most Cypriots from other provinces have difficulty in 
communicating with people from Paphos province. This fact is often observed outside the urban 
center, in the villages of Paphos. 
20 It is noteworthy that this pronunciation of the instrument’s name is well-known to people we are 
speaking with in Cyprus. In our opinion, we think that the abstraction of the letter “k” is made by the 
people because of the “refinement” of Cyprus dialect. We also believe that the abstraction of the letter 
“k” might have been done deliberately by the writer, for “officializing” purposes. 
21 Athanasios Sakellarios, Τα Κυπριακά, ήτοι γεωγραφία, ιστορία και γλώσσα της νήσου Κύπρου από 
των αρχαιοτάτων χρόνων μέχρι σήμερον (Athens: Τύποις και Αναλώμασι Π. Δ. Σακελλαρίου, 
1890), 731. 
22 In Greece we can find a plethora of versions of sourauli name: cf. Fivos Anoyanakis, Ελληνικά Λαϊκά 
Μουσικά Όργανα (Athens: Melissa, 1991), 151. See also Stavros Karakasis, «Συμβολή εις την ιστορίαν 
των λαϊκών μουσικών οργάνων: Οργανολογική και λαογραφική μελέτη,» Επετηρίς του Κέντρου 
Ερεύνης της Ελληνικής Λαογραφίας 18-19 (1965-1966): 41-76.  
23 Anoyanakis, Ελληνικά Λαϊκά Μουσικά Όργανα, 151. 
24 Elli Michail, “To pithkiauli stin Kypro,” Chronēko Polētē 75 (August 2009): 4. 
25 Dietrich Wolf, “Musica Popolare Di Cipro, Canti e danze tradizionali delle comunita Greca, Turca e 
Maronita,” vinyl booklet (Milan: Albatros, 1975), 6. 
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Etymology and historical sources  
 
When studying in detail the various etymologies of the instrument’s name, we also 
came accros a unique case, where the name is spelled with the letter y (υ). The 
etymology arising from this spelling is problematic with regard to two aspects: the 
identity of the instrument’s type to which it refers, and the historical period it 
indicates, since it is too far from the modern ages. 
Nevertheless, we should underline that the information we have from this etymology 
corresponds to the information we have from the written sources and refers to early 
Christian times and in particular, to the musical events of this period (flute 
competitions). Furthermore, as we crosschecked these informations with the data we 
have from field research, we arrived at some conclusions. Furthermore, in order to 
substantiate these conclusions, we have collected and put together sources and data, 
mainly from Cypriot, Greek and foreign scientists. 
In particular, Charalambos Symeonidis argues that the pythkiauli instrument of 
Cyprus probably evolved linguistically from the ancient type of pythiaulos and 
pythiaulin deficient. He supports his opinion with an inscription found in Delphi 





26 Charalampos Symeonidis, Ιστορία της Κυπριακής διαλέκτου: από τον 7ο αιώνα προ Χριστού εώς 
σήμερα (Nicosia: Κέντρο Μελετών Ιεράς Μονής Κύκκου, 2006), 127-128. 
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Figure 2 


















However, this inscription is cited and annotated also by other scientists, including 
Hadjioannou. We decided to use the inscription’s quote by Hadjioannou, as he gives 
it in its primary form, framed by its translation into Modern Greek. It should be 
noted that we are doing this by recognizing the prestige of this great scientist in this 
field. Nevertheless, we will not fail to mention what Symeonidis as well as other 
foreign scientists explain and comment about the inscription. 





27 Kyriakos Hadjioannou, Η αρχαία Κύπρος εις τας ελληνικάς πηγάς, vol. 4 (A) (Nicosia: Έκδοση 
Ιεράς Αρχιεπισκοπής Κύπρου, 1980), 242. 
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Αἴλιος Αἰλιανὸς Σαλαμίνιος, αὐλητής 
 
F. Delph. III, I, no. 547: 
 
[Ἡ πόλις τῶν Σαλαμινίων;] 
ἐν Κύπρω Π. Αἰλι[ον Αἰ-] 
λιανὸν πυθαύλην [περι-] 
οδονείκην, τὸν ἴδιον πο- 
λείτην τὸν καὶ Ἀθηναῖον 
καὶ Ἀντιοχέα, νεικήσαν- 
τα ῾Ρώμην, Νέαν πόλιν, 
Ἄκτια, Νέμεια γ’, τὴν ἀπό 
Ἄργους ἀσπίδα β᾽, Ἴσθμια β᾽, 
Πύθια, Ὀλύμπεια τὰ ἐν 
Ἀθήναις πρώτως ἀχθέ- 
τα ὑπό θεοῦ Ἀδριανοῦ, 
μόνος αὐλητῶν καὶ 
πρῶτος ἀνθρώπων 
Ἀδριάνεια τὰ ἐν Ἀθήναις 
γ᾽, Νικομήδειαν, Ἀντιό- 
χειαν τὴν ἐπί Δάφνης 
ς᾽, καὶ ἄλλους ἀγῶνας 
ταλαντιαίους ρξζ᾽ 
και Ζμύρναν και Ἔφεσον 
 






28 Hadjioannou, Η αρχαία Κύπρος, 243. 
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Αἴλιος Αἰλιανὸς Σαλαμίνιος, 
αὐλητὴς (φλαουτίστας) 
Σ᾽ἐπιγραφὴ τῶν Δελφῶν 
 
«Ἡ πόλις τῶν Σαλαμινίων 
στὴν Κύπρο, τὸν Πόπλιον Αἴλιον Αἰ- 
λιανόν, αὐλητὴ ὕμνου στὸν Πύθιον Απόλλωνα, 
νικητῆ στοὺς πανελλήνιους 4 μεγάλους ἀγῶνες, 
πολίτη τῆς δικῆς του πόλεως μὰ καὶ Ἀθηναῖο 
καὶ Ἀντιοχέα, πού νίκησε 
στὴ Ρώμη, στὴ Νεάπολη, 
στὰ Ἄκτια, στὰ Νέμεα τρεῖς φορές 
τὴν ἀσπίδα τοῦ Ἄργους δυό, στὰ Ἴσθμια δυό, 
στα Πύθια, στὰ Ὀλύμπια, ποὺ τελέσθη- 
καν στὶς Ἀθῆνες πρώτην φορά 
ἀπὸ τὸν Θεό Ἀδριανό, 
μόνος ἀπό τοὺς ἀνθρώπους 
στὰ Ἀδριάνεια στὶς Ἀθῆνες 
3 φορές, στὴ Νικομήδεια, στὴν 
Ἀντιόχεια τῆς Συρίας (στὸ προάστειο τῆς Δάφνης) 
6 φορές, και σ᾽ἄλλους 166 ἀγῶνες, 
ποὺ βραβεῖο ἦταν τάλαντο. 
καὶ στὴ Σμύρνη καὶ στὴν Ἔφεσο.» 
 
According to Hadjioannou, the inscription was found in Delphi, a few meters east of 
the thesaurus of Sikyonion. Its editor, Emile Bourguet, by relying on the eighteenth 
verse of the inscription, dated it “the earliest at the reign of Antoninus” (138-161 AD), 
who was the adopted son and successor of Hadrian.29 Stephanis confirms this, as he 
informs us that Ailios “is honored by his fellow citizens with a statue in Delphi after 
138 AD”.30  
Hadjioannou, however, regarding interpretations of the terms of the text, argues the 
following: “Pythaulis.31 The piper who was playing a hymn in honor of Apollo 
 
29 Kyriakos Hadjioannou, Η αρχαία Κύπρος εις τας ελληνικάς πηγάς, vol. 4 (B) (Nicosia: Έκδοση 
Ιεράς Αρχιεπισκοπής Κύπρου, 1980), 177. 
30 Ioannis Stefanis, Διονυσιακοί Τεχνίται, Συμβολές στην προσωπογραφία του θεάτρου και της 
μουσικής των Αρχαίων Ελλήνων (Heraklion: Crete University Press, 1988), 30. 
31 For further information about Cypriots “pythaulais”, see: Jean Pouilloux, “Chypriotes à Delphes”. 
In D’Archiloque à Plutarque. Littérature et réalité. Choix d’articles de Jean Pouilloux, edited by the 
Department of Antiquities, Cyprus, Collection de la Maison de l' Orient méditerranéen Νo 16, Série 
épigraphique 1 (Lyon, 1986), 294-305; see also: Jean-Yves Strasser, “Choraules et pythaules d’époque 
impériale. À propos d’inscriptions de Delphes,” Bulletin de correspondance hellénique 126 (2002): 97-142. 
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which had as a theme the fight and the victory of God against the python”.32 
Symeonidis notes the same interpretation as Hadjioannou, adding that, due to this 
capacity, the piper is called pythaulis.33 
Regarding the fourth verse of the inscription, Hadjioannou states: “Periodonikis. It 
was the athlete who was the first winner in all four major Panhellenic games: Pythia, 
Olympia, Nemea, Isthmia. The period was the time that the four Panhellenic Games 
needed to take place one after the other. Cf. Atheneon (10.415a): He won the period = 
he defeated the four Panhellenic games, one after the other.”34 For this reason, 
Simeonidis says, he was honored by Athens and Antioch. 
In that case, it is noteworthy, as Symenonidis argues, that the term pythaulis35 
mentioned in the inscription is related to the pythkiauli instrument of Cyprus.36 
On the other hand, Stephanis apart from Poplius Ailius Ailianus, also mentions a 
second Cypriot piper playing the pythiaulos instrument. This was the Efimos 
Kyprios who had two capacities, as he was pythaulis and choraulis, according to a 
worn inscription found in Rome and probably dated between the 1st and 3rd centuries 
AD.37 According to Stephanis, this inscription runs as follows “kai Efimos Kyprios, 
pythaulis kai choraulis”.38 
We observe that the surname of the pythaulis and choraulis39 is Kyprios (Cypriot). So, 
we believe that this surname was given to him as opposed to Ailius, which is 
mentioned as Salaminius,40 perhaps because he came from a village in Cyprus, 
unknown to the rest of the Greek world. We ended up in the above hypothesis 
according to information Hadjioannou gives us about another person mentioned in 
 
32 Hadjioannou, Η αρχαία Κύπρος, 177-178. 
33 Symeonidis, Ιστορία της Κυπριακής διαλέκτου, 127. 
34 Hadjioannou, Η αρχαία Κύπρος, 178. 
35 Nevertheless, in the written sources we notice the alternative term “pythikos aulitis”, which has 
exactly the same meaning as the term “pythaulis”. See: Strasser, “Choraules et pythaules d’époque 
impériale,” 97. 
36 Symeonidis, Ιστορία της Κυπριακής διαλέκτου, 127-128. 
37 Stefanis, Διονυσιακοί Τεχνίται, 579. 
38 Ibidem, 186. 
39 Kēpourgou argues that, “choraulis” was the piper when he was playing the pipe (aulos) for “choros” 
(dancers). However, Strasser has a different view as he states that “choraulais” were accompanied by 
a choir. See: Katerina Kēpourgou, Η Μουσική στην Αρχαία Ελλάδα (Athens: Georgiadis-Vivliothiki 
ton Ellinon, 2007), 163; Strasser, “Choraules et pythaules d’époque impériale,” 97-98. 
40 We should specify that Salamis mentioned in the inscription refers to the hometown of the pythaylis, 
which is the present occupied city of Famagusta (Ammochostos) in Cyprus. It is well known that 
Famagusta in Antiquity was know as Salamis and was later renamed to Arsinoe and Constantia, during 
the Byzantine years, and to Famagusta during Frankish rule. 
Markou, The Pythkiauli... 
 387 
an inscription in Delos with the same surname as he claims, the mentioned person 
probably originated from an insignificant village in Cyprus.41 
However, it should be noted that the musical competitions in which “pythaulais” 
took part, were among the most emblematic events of the Pythian feast, as a number 
of inscriptions found in Delphi prove the strong presence of these musicians in the 
celebrations for Pythia.42 
On the other hand, with regard to the instrument’s type played by pythaulais, we 
can’t speak with certainty, since we have insufficient evidence. Nevertheless, we will 
speak on the basis of the few elements that Strasser gives us about the type of these 
instruments.  
In particular, Strasser argues that in imperial times two types of aulos players took 
part in the Greek musical contests: These two types of aulos players differ in the 
tonal pitch of the aulos they used, the repertoire, but also the circumstances in which 
they took part. 
In this way, we distinguish the soloists who were called pythaulais. The instrument 
which they use to participate with in the musical contests was called “aulos 
pythikos” (pythiaulos) or “teleios”,43 as it had a low register in relation to the 
human voice and corresponded to the register of a tenor voice. He points out that 
this is the reason why this kind of pipes were chosen to participate within the 
Pythia’s musical contests in Delphi. Candidates played-composed on the pipe a 
hymn (Nomos)44 which, as we mentioned before, had as a theme the fight and the 
victory of the God Apollo against the Python. 
Furthermore, Strasser points out that this is exactly the reason why the instrument 
took the name of pythiaulos and also the musician who plays it was called 
“pythikos aulitis” or “pythaulis”.45 Yet, he underlines that this type of instruments 
named “aulos”, which are made from cane, must not be confused with the type of 
flute.46 
 
41 Hadjioannou, Η αρχαία Κύπρος, 178. 
42 Cf. Strasser, “Choraules et pythaules d’époque impériale,” 98. 
43 At this point, it is worth mentioning the information given by Jannis Kaimakis about the type of 
ancient Greek pipes (aulos). According to Kaimakis, the pipes can be distinguished accordingly to their 
tonal pitch, into the following types: Parthenioi, Paidikoi, Kitharistirioi, Teleioi, and Yperteleioi. 
Furthermore, accordingly to their usage, they can be distinguished as kitharistirios, emvatirios, gamilios, 
pythikos etc. See more in Jannis Kaimakis, Ο Αρχαίος Ελληνικός Δίαυλος - Από την Εικόνα στον Ήχο 
(Thessaloniki: Uniprint Hellas, 1993), 14. 
44 As Symeonidis informs us, the term nomos corresponds to the term hymnos (hymn). See: Symeonidis, 
Ιστορία της Κυπριακής διαλέκτου, 127. 
45 Strasser, “Choraules et pythaules d’époque impériale,” 97. 
46 See: ibidem, p. 97, footnote 1. 
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The second category of pipers were those who played the aulos accompanied by a 
“choros” and were called choraulais or kyklioi aulites. The instrument that they 
were playing was called “aulos chorikos”, and it was made of a shorter tube and 
sounded at a higher register than pythiaulos. As Strasser states, choraulais were 




According to what has been said, from all the most common etymologies of the 
pythkiauli, we tend to regard as more convincing and correct the interpretation given 
by Symeonidis, concluding that the pythkiauli must be spelled with the letter y (υ). In 
particular, we believe that the name of the instrument, having evolved linguistically 
into the Cypriot dialect (pythiaulos-pythiaulin-pythkiaulin), has survived on the 
island over time, from the Early Christian period until today. In addition, we believe 
that, except for the instrument’s name, the instrument itself has survived. 
The following reasons lead us to the above conclusion: From the factual material of 
the field research, we found that Mr. Andreas Chrēstou is the last manufacturer on 
the island who has faithfully followed up with respect the process of decorating his 
instruments by dressing them with leather from various species of snakes (fig. 3). As 
he referred to us, this is a custom inherited by his family and by many generations 
before him.48 
Furthermore, as we ascertain from our research, most of the manufacturers of the 
instrument, who are all today deceased, until the end of the 20th century, decorated 
their instruments with skin from snakes.49 Our speculation makes sense, as we 
believe that this custom which has survived until our days is symbolic and most 
probably has its roots in Late Antiquity and is directly related to the musical 
competitions of Pythia, and hence with the ancient Greek instrument pythiaulos and 
the musicians (pythaulais). As we mentioned before, pythaulais played-composed 
 
47 Ibidem, 98. 
48 Andreas Chrēstou, “About the pythkiauli instrument decoration,” interview by Moeses Markou, 
March 13, 2013: Markou, “The pythkiauli instrument,” Video, 13:49. According to the factual material 
of our interviews with Mr. Andreas, we have found that, as a folk poet, he often uses names of differ-
ent kinds of species of snakes in his poems. This additional evidence proves that the snake is for him a 
personal symbol of particular musical and cultural value. 
49 However, the fact that the manufacturers were dressing their instruments with skin from snakes, 
except for aesthetic purposes and to protect the instrument from cracking or breaking, is of particular 
importance to them. According to Anoyanakis, “However, the snake’s skin, which symbolizes the 
snake, “protects” from the bad spirits the instrument and also the person who manufactured it and 
plays it. [...]”. See: Fivos Anoyanakis, Κύπρος - Δημοτική Μουσική (Peloponessian Folklore Founda-
tion, 1999), 15. 
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on the pipe a hymn (Nomos) which had as a theme the fight and the victory of the 
God Apollo against the Python. 
A significant element which emerged from the material of the field research and 
corroborates our argument, is the survival of the aulos competition (agonisma ston 
aulo-pythkiauli). This event takes place during the Cataclysmos Festival (Christian feast 
of the Holy Spirit in Cyprus).50 We believe that this tradition, which was 
incorporated into the Christian feast of the Holy Spirit in Cyprus, has its origins in 
Antiquity and is most likely a survival of the Pythia’s musical contests. 
According to all the above, we argue that the pythkiauli instrument of Cyprus refers 
to pythiaulos, the same instrument with which Late Antiquity musicians took part in 
the musical contests of the Pythians. 
 
Figure 3 
Instruments made by Andreas Chrēstou and Theocharēs Kasapēs from all over the five types of 
pythkiauli’s family, decorated with leather from various species of snakes. (The second from the left 













50 For further information about Cataclysmos Festival and aulos competition (agonisma ston aulo-
pythkiauli) see: Konstantinos Yangoullis, «Οι γιορτές του Kατακλυσμού,» I Kypros mas 46 (April-July 
1990): 63-67; id., “The Cataclysmos Festival,” Laografiki Kypros 32 (January-December 1982): 111-113. 
See also: Christodoulos Achileoudis, “Music in Cyprus, Music in the Folklore Festivals, Flute 
Competition,” Laografiki Kypros 23-24 (May-December 1978): 108-109. 
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